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CHAPTER I
INTRODUCTION
Nature has provided the artist with a great variety
of creative forms. Landscape is one aspect of nature. In
reality it offers the artist a vast imagery of inspirational
material.
In order to paint landscape one must* look outside
oneself. So often we look only within ourselves for inspi
ration. Actually, the point of inspiration is where the in
ner and the outer meet. Put through the network of the art
ist's mind even the most trivial can attain meaning, for it
is in the artist !s inner knowing that life is given to forms.
The landscape painter wishes to communicate something
special which he sees, feels, or thinks about a particular
scene. His problem is to show us his personal reactions to
a certain quality about the landscape. Shape in landscape
is the quality with which this creative project will be
concerned.
Shape is a quality which is inherent in all things.
In creating a painting the artist uses line, tone, and color
to create shapes. Although all nature is seemingly complex
in its structure, all shape in nature can be controlled to
aid the artist in his expressing of energy, thought, or emo
tion. The paint as well as the content ought to have the
greatest possible capability for the development of shapes.
Artists have, still are, and probably will continue to
use landscape as an inspiration for paintings. A selection
has been made of nine painters.; Andre Derain, Paul Cezanne,
Pierre Bonnard, Maurice de Vlaminck, Albert P. Ryder, Marsden
Hartley, John Marin, Arthur G. Dove and Stuart Davis, who
have dealt with landscape as their subject matter. An attempt
has been made to show how they interpreted and communicated
their personal reactions. Photographs of painting by these
artists have been used to aid the discussion visually. This
will be accompanied by a series of six oil paintings demon
strating a personal reaction to the element of shape in land
scape. These paintings will be preceded by sketches of vari
ous landscapes in which the visual imagery has been examined
and reacted to. Photographs of the sketches and of the fin
ished paintings, along with personal comments, will conclude
this project.
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CHAPTER II
REPORT ON RESEARCH
Within the limits of one subject artists may find
infinite routes to arrive at the same destination known as
self-expression. An umlimited variety of entrances afford
themselves to the artist on this highway of personal inter
pretation and communication.
All human beings have a different set of experiences;
therefore, each person sees differently. What he sees and
how he reacts will direct his mode of expression. Each artist
stresses what he feels is important and each reacts in a per
sonal way to whatever he sees.
Within the bounds of landscape painting many individ
uals have observed, reacted to, and transformed what they have
seen into the creation of a new world. The. paintings have
taken form by an ordering of the eye, mind, and hand accord
ing to the needs of the content.
Andre Derain
Derain's realization that there could be no one partic
ular approach to painting, no one style which would be a per
manent thing, and that in our times there must be room for
contradictory conventions showed itself quite obviously in
his own career. He never felt that any one technique would
satisfy his need of expression. He was greatly influenced by
the movements going on about him, primarily that of the Fauvists,
a movement which sought an art of stronger, more radiant col
or. (17)* He understood that each subject should be handled
differently. His aim throughout his life was to rediscover
simplicity and freshness. It is this quality which makes
it
self quite evident in many of his landscapes.
The Road to Carrieres
(Figure 1) is one of Derain's
early works. He uses flat pas
sages of color, which suggest
his awareness of Paul Gauguin.
His treatment of the sky sug
gests his possible awareness
of Cezanne. The dark and light
passages form a pleasing pattern
of shape. He has in this paint
ing the feeling of freedom and
simplicity, which he tried so
hard to rediscover later on in
his life.
Vineyards in Spring
(Figure 2) is an example of
Derain's painting during the
time he was influenced by the
'Figure 1. Andre Derain:
The Road to Carrieres
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mmmm
r
Figure 2. Andre Derain;
Vineyards in Spring
?Numbers in parentheses refer to numbered references
in the bibliography; those after the colon are page numbers.
Fauves. Derain's drawing seems
to go back into infinity. The
shapes contract until they are
lost at the horizon. In this
painting Derain's concern seems
to be with shape, line, and color.
Because of this, it has a very
decorative air. The manner in
which the paint is applied is
reminiscent of Vincent Van Gogh
(Figure 3).
The paintings in Figure h
and Figure 5 were done by Derain
at a time when he was determined
to compose in terms of form as
well as color. In both, the
shapes are solidly anchored and
have sharper outlines. He achieves
this feeling for form by flat
passages of pure color. In
Figure 5 everything appears cut
out and the result is shapes of
flat patterns. The simplifica
tion gives a definite abstract
appearance. They both have a
deliberate feeling rather than
a spontaneous feeling.
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Figure 3. Vincent Van Gogh:
The Starry Night
Figure h. Andre Derain:
Landscape at Cassis-1906
Figure 5. Andre Derain:
Landscape at Cassis-1907
Figure 6. Andre Derain:
Gas
Figure 7. Andre Derain;
View of Martigues
Figure 8. Andre Derain i
The Road at Albano
The influence of Cezanne
is quite noticeable in the paint
ing Cagnes (Figure 6). The
painting has the effect of an
attempt at watercolor. It is
a firm and bold statement.
Derain gives his cold observation
but still tells of the structure's
solid, permanent elements.
In the View of Martigues
(Figure 7) everything seems very
stylized. The rounded hills
and the puffs of clouds give
an effect which seems more suited
to a tapestry. The large tree
in the foreground seems to hold
the whole canvas in place.
The Road at Albano
(Figure 8) and A Village in
Provence (Figure 9) may be
considered together. They were
painted about the same time in
Derain's career. Ever since
he abandoned Fauvism some ten
years prior to the painting of
these two canvases, he had di
rected his attention to form and
solidity. Both these paintings
have a very strong firmness of
structure. The shapes that form
these paintings are very sober
and clean cut. In Figure 8, the
color gives the feeling of the
dryness of the terrain.
In Figure 10, The Basilica
of St. Maximin, Derain seems to
be concerned with the treatment
of a particular aspect of this
scene, that is, the isolated
formal structure of the buildings.
This gives the painting a slightly
artificial feeling.
Derain's intuitive sense
for nature is obvious in his
painting of The Glade (Figure 11) .
He has used quite a high impasto
of paint, and this paint really
begins to feel its way over the
canvas. The paint seems to have
a sense of direction and to know
that it belongs. This painting
is expressionistic in feeling.
Figure 9. Andre Derain:
A Village in Provence
Figure 10. Andre Derain:
The Basilica of
St. Maximin
?igure 11. Andre Derain:
The Glade
8Paul Cezanne
Cezanne simplified the complexity of nature by breaking
everything down to its geometric prototype. By this simpli
fication of form and the frequent omission of details, he
restored structure to painting.
His landscapes are monumental in design. Cezanne relies
on color to create forms and space. Individual patches of
color construct the picture and support the structure of the
painting. Because of his treatment of color objects seem to
form and then dissolve into the surface of the picture.
The element of mood is usually an indispensable part
of the interpretation of landscape; however, this element
seems to be lacking in most of Cezanne^ landscapes. He ex
presses the monumentality of nature and tends toward the
realistic. (11)
In the painting View of
I^Estaque (Figure 12), the
canvas is divided into large
sections. The sea and the earth
are engaged complementary shapes.
These inverted forms are accented
by powerful contrast in their
colors. The sky and the farther
shore form a rectangular mass
parallel to the rectangle form-
Figure 12. Paul Cezanne:
ed by the sea and the foreground View of L1Estacme
v.^i m*- ^- _- *\. z__S___
*1#^
Figure 13. Paul Cezanne:
House in Provence
Figure 1*+. Paul Cezanne:
Road to Chantilly
earth. Their colors are not so
intensely contrasted as the col
ors of the sea and earth. The
water is heavy and presses down
ward into the shore. Cezanne
uses color and shape to its max
imum degree.
A harmony of the natural
and the artificial is shown in
the painting, House in Provence
(Figure 13). The straight forms
have the warmest colors; the
mountains and trees have the cold
colors. The natural and the ar
tificial parallel each other in
common tones of color and in
shape. The wavering line of
vegetation prolongs the ridge of
the house. The side of the
house is drawn as if it were on
the same plane as the front.
Because of this the movement into
the painting is slowed down and
the whole composition seems
nearer to us.
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In many of his landscapes
Cezanne cuts off the spectator
by parallel bands or some other
obstacle in the foreground.
He wants one to explore the
scene in vision only. In his
landscape Road to Chantilly
(Figure 1^) , the road to the
house is blocked by a barrier
and parallel shadows in the
foreground. In the Quarry and
Mont Sainte-Victoire (Figure 15),
the deep quarry pit lies be
tween the viewer and the main
motive. The powerful rocks in
the lower portion act as an
obstacle to the spectator in
Rocks at Fountainbleau (Figure 16).
Mountains in Provence
(Figure 17) is another example
of Cezanne's vision of nature
as something solid and stable,
something one can see but cannot
cross. The rocks in the fore
ground once again act as an
obstacle to the viewer. The
Figure 15. Paul Cezanne:
Quarry and Mont Sainte-
Victoire
Figure 16. Paul Cezanne:
Rocks at Fountainbleau
*1*^
Figure 17. Paul Cezanne:
Mountains in Provence
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rock shapes in the foreground
echo the buildings in the distance.
The large masses are so complex
within themselves that they can
not be isolated as distinct shapes.
It is a powerful scene beautifully
balanced.
In Turning Road at
Montgeroult (Figure 18) , Cezanne
has extracted an order from the
complexity of bulky forms. The
forms of the road and buildings
are geometrical and very solid
looking, while the bushes and
trees are loose masses of cool
color. He has crossed the geo
metrical shape with the organic.
"The image is an interior
of nature, like a cavern, ob
structed and without horizon
or exit..." (13:129). This
was a statement made about
Cezanne's painting, Woods With
Millstone (Figure 19). It shows
natural chaos with traces of man
in the abandoned blocks of
Figure 18. Paul Cezanne:
Turning Road at
Montgeroult
Figure- 19. Paul Cezanne:
Woods With Millstone
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quarrystone. Its forms are un
stable without any vertical or
horizontal lines. Still this
is a strongly ordered canvas in
which there is an intense search
for harmony through rhythm and
color.
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Pierre Bonnard
Often throughout his long career as a painter, Bonnard
ventured out into meadows and orchards, vineyards, and pines
to form a conception out of the imagery he perceived. His
paintings have a visual alloverness, an evenness of emphasis
and handling. The viewer can follow his layout right into
the corners of the canvas. Figures 20 and 21 may be referred
to as examples of Bonnard *s landscape painting.
Bonnard 's forms are essentially pictorial but they are
very powerful forms. They appear rather flat. They assume
the shape of an oblong or diamond. His scenes are color spots
of light and dark and bright and dull. The near and far dis
tance are inseparably woven into a flat surface of vibrating
color. (8:116-129)
Figure 20. Pierre Bonnard:
Landscape - 1935
Figure 21. Pierre Bonnard j
Landscape - 19^0
Ih
Figure 22. Pierre Bonnard:
The Farm at Cannet
Figure 23 Pierre Bonnard i
Flowering Almond-Tree
Bonnard would instinctively arrange with the shape of
things in relation to each other and to the edges of the pic
ture. What distortion there was in Bonnard, proceeded from
his intuitive understanding of the inner movement of things,
from his unique sense of vision, from his feeling for surface
and texture, his sensual delight, and jiis actual love of natute.
The Farm at Cannet (Figure 22) is another example of Bonnard 's
landscape painting.
Flowering Almond-Tree (Figure 23) is the last painting
done by Bonnard. The composition is simplified, lines become
looser and his forms become closer to abstraction. (12)
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Maurice de Vlaminck
In the course of half a century, Maurice de Vlaminck
ranged from the brilliant Fauvist style to a romantic almost
traditional style of landscape painting.
Early in Vlaminck 's career the influence of Vincent
Van Gogh was felt. It was felt not only in his choice and
arrangement of colors, but also in the animation that his
alternating splashes of color lent to his landscapes. Vlaminck
inherited the great speed with which Van Gogh worked. Since
implusive brushwork is a char
acteristic of Expressionism and
the use of strong, radiant color,
a characteristic of Fauvism,
it is evident that both these
styles of painting stemmed from
Van Gogh. It is natural also
that they were both present,
separately or together, in the
work of Vlaminck. (15)
The Red Trees (Figure 21*)
and Bougival (Figure 25) are
two paintings done by Vlaminck
during the time he was Influenced
by the Fauves and Van Gogh.
The colors in these pictures
have a striking intensity and
Figure 21*.
Maurice de Vlaminck:
The Red Trees
Figure 25.
Maurice de Vlaminck:
Bougival
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are predominately warm. Outline
drawing is done in a broken line
of dark blue. This helped to
remedy the blurred effect which
the absence of shadow tends to
produce. The colors are laid
on in wide sweeps and the paint
is quite thick. In these paint
ings color is freed from all
subjection to volume. Once the
artist had dispensed with volume
it was only one step further to
dispense with the object itself.
Cezanne's influence was
greatly felt in the work of
Vlaminck. Vlaminck' s conception
of landscape was more dramatic
than that of Cezanne's. Examples
of Vlaminck 's painting at this
time were Saint-Cloud (Figure 26)
and Railway Bridge at Chatpu
(Figure 27). The sloping planes,
the contrast of light and shade,
the introduction of darker shades
into the over-all tonality; all
this enabled him to discover a
Figure 26.
Maurice de Vlaminck:
Saint-Cloud
Figure 27.
Maurice de Vlaminck;
Railway Bridge at Chatou
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new and greater force of expression through the mastery of
form, where previously he had done it through glowing colors.
The painters who were to adopt Cezanne's geometric
principles of form were to move toward an extreme inter
pretation of them and this was to lead to Cubism, which was a
formulation of an intellectualized vision of art. "...it
was more an art of forms and shapes than of color" (9*36).
The theories of Cubism ran counter to Vlaminck' s nature and
his tastes so he rebelled against it.
Vlaminck dropped Cezanne's influence but preserved a
certain severity in his new style. It is as far removed from
the geometrical structures of the preceding period as it was
from the colorful Fauve period. Tower Bridge (Figure 28) and
Southampton (Figure 29) were painted during this period in
Vlaminck* s career. The large sweeps of dark color catch our
eye. His style gives the feeling of energy and restraint.
Figure 28.
Maurice de Vlaminck:
Tower Bridge
Figure 29.
Maurice de Vlaminck:
Southampton
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Figure 30.
Maurice de Vlaminck:
Storm at Harvest Time
Figure 32.
Maurice de Vlaminck!
A Village in Sarthe
Figure 31.
Maurice de Vlaminck:
The Red Tractor
Figure 33
Maurice de Vlaminck:
The Longny Road
The Vlaminck style refers to work he did mainly in his
last period. A landscape by Vlaminck is one of movement.
Roads fascinated him. He achieved texture with a generous use of
impastos. He used rich mixtures and kept them relevant to
the plastic meaning of the whole structure or composition.
Storm at Harvest Time (Figure 30), The Red Tractor (Figure 31),
__
Village in Sarthe (Figure 32), and The Longny Road (Figure 33),
are unmistakably stamped with Vlaminck. This phase was char
acterized by his search for hidden meaning, the tendency to
depict nature in a tragic light, the urgency of the brush or
knife across the canvas. These qualities show an expression-
istic handling of landscape.
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Albert P. Ryder
Ryder was a visionary,
one who lived in a dream world.
He was influenced very little
by the world around him or the
art of others. When the word
"dream" is used, it refers to
imagery arising from the un
conscious mind. This dream
world was more real to him than
his surroundings. He did much
observing and absorbing of nature.
His style is almost child
like simplicity, giving only
the essentials. The hours are
almost never daylight, but late
afternoon, sunset, twilight, or
moonlight. Figures 3V?and 35
may be referred to as typical
examples of Ryder's painting.
His skies with their strange
cloud shapes must have been
very well observed. His moon
light gives a golden luminos
ity to everything and imparts
Figure 3*+.
Albert P. Ryder:
Moonlight Marine
Figure 35.
Albert P. Ryder:
The Canal
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Figure 36.
Albert P. Ryder:
Moonlit Cove
Figure 37.
Albert P. Ryder:
Toilers of the Sea
a subtle unity of tone to all
visible objects.
The whole of each of his
paintings is seen in a few large
masses and colors. Everything
in his paintings has definite
form and is solid and sculptural.
His forms and shapes are odd and
original in character.
He possessed a sense of
rhythmic movement. Every shape
has an essential flow and is
related to every other shape.
In his paintings there is a
sense of harmony of the whole.
Figure 36 and 37 are two more
of Ryder's paintings.
There are certain ten
dencies in modern art which were
also in Ryder: his free inter
pretations, his imagery from
the unconscious mind, and his
expression of ideas and
emotions in purely plastic
language. (5)
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Marsden Hartley
Hartley and Derain shared a parallelism of development,
Both had a series of abrupt changes in search of a language
capable of communicating meaning on a public rather than a
private basis. Both experimented a great deal.. The facility
with which Hartley passed back and forth from one mode of ex
pression to another explains a sense of inconsecutiveness
felt as one looks at his paintings.
One of Hartley's main influences was Albert P. Ryder.
Ryder's influence recurred many times in Hartley's paintings.
His influence is prominent in Hartley's early landscapes.
Deserted Farm (Figure 38) is
an early landscape showing
Ryder's influence. The strange
shapes, particularly the cloud
shapes in the sky; the large
masses, and the general sim
plicity of the whole painting
are evidence of Ryder.
Landscape No. 32 (Figure
39) shows another of Hartley's
influences Cezanne. His inter
est here is in the structural
qualities. He was also influ
enced by Picasso's rectangular
cubist design when he painted
Figure 38.
Mar&den Hartley:
Deserted Farm
Figure 39.
Marsden Hartley:
Landscape No. 32
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Figure 1+0.
Mardsen Hartley:
Movement No. 9
Figure *+l.
Mardsen Hartley:
Garmi sch-Partenkirchen
Figure *+2.
Marsden Hartley:
Mt. Katahdin
Movement No. 9 (Figure 1f0) in
flat patterns of arbitrary color.
Garmisch-Partenkirchen
(Figure *+l) was painted when
Hartley was relatively free from
influences. Forms were massive.
Shapes were hard and extremely
simplified. Everything looked
hard and chiseled. It shows
nature intellectually not
organically.
Hartley's heart and eyes
were centered on nature and his
perception of the real world.
Throughout his career he strug
gled with formal devices and
found them unsatisfying. He
mastered the device when he no
longer sought to make form the
end but the means to the end
(10:33). By the time he painted
Mt. Katahdin (Figure *+2) he was no
longer relying on outside models
for style. He observed nature
and restated it in his own per
sonal style. This style was simple,
uncomplicated, and expressive.
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John Marin
John Marin was a contemporary of Mardsen Hartley. He
loved nature's forms and his art was an expression of this
love. Marin felt that if you love subject matter, you should
never let it go; but you should make a picture. You should
put in structure and movement, tension and equilibrium. You
should put in space for the viewer to enter and suggestions,
such as symbols of color as well
as of form, for the spectators
imagination to sort out and
ponder. He saw the abstract
effects of color and line, of
mass and movement competing
within a painting. He realized
that one mass influences another
greater or smaller mass. He
adjusted these dynamic forms
within his picture so that they
achieved a balance within their
own borders without the need
of a frame. (7) The composition
becomes like an island afloat
in space. Maine Islands
(Figure ^3) and Two-Mastered
Becalmed (Figure hk) show this.
Figure *+3. John Marin:
Marine Islands
Figure M+. John Marin:
Two-Mastered Becalmed
2*+
Storm Over Taos (Figure h5) shows the big form and small
form united in a rhythm of line and color.
The Maine coast was Marin's testing ground. There he
drew wisdom from the waves, the stones and shells, from the
shapes of trees and shrubbery in the sunlight (Tree and Sea.
Maine., Figure ^6), or pressed into a flat pattern of geo
metric design (Morse Mountain, Small Point, Maine, Figure ^7);
from the broad view of the shore, sea, islands, ships and
buildings caught in a single mood.
Figure h5* John Marin:
Storm Over Taos
Figure H6. John Marin:
Tree and Sea, Maine
Figure h7* John Marin:
Morse Mountain , Small
Point, Maine
.i 7 ' ' "'' >w ...
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Figure hQ. John Marin:
Fog Lifts
Figure 50. John Marin:
Rocks "and Sea. Small Point.
Maine
Figure ^9. John Marin:
Composition. Cape Split,
No. 2
Figure 5l John Marin:
Lobster Boat. Cape Split T
Maine
In the latter part of his life Marin turned to oil paint
as another medium for his expression. His oils were simpler
and more massive than his watercolors. Marin became more
aware of solidity and of the paint itself. Figures *+8, 4-9,
50, and 51 are four of John Marin's oil paintings. The Fog
Lifts (Figure *+8) puts all of Marin into oils the abstract
pattern of fog breaking away before a realistic landscape.
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Arthur G. Dove
"Forms in nature were to be his dictionary. The
spirit that emanates from material substance would be his
goal." (21:13) This was said of Arthur Dove, one of the
pioneers of abstract expressionism in this country. Dove
sought for abstract equivalents to express the very essence
of things in nature, his environment, and his everyday ex
periences. He wanted to express himself with sensuous and
musical pictographs. His paintings are compositions of
playfully colored and textured shapes. His was a means of
expression which did not depend on representation but on ab
stract symbols. His paintings have an order, size, intensity,
and spirit nearer to the music of the visual.
27
Figure 52. Arthur Dove:
Awalk Poplars
Figure 53* Arthur Dove:
Waterfall
Dove used pronged and
saw-tooth shapes in his paint
ings. He also used shapes and
forms which seemed swollen and
flowing. Awalk Poplars (Figure
52) shows the artist's pronged
shapes in a painting which is
all contrast and pattern. In
Waterfall (Figure 53) Dove uses
flowing and swollen forms. Both
are dynamic forms; the first
cuts and tears; the second
sweeps and expands.
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Fog Horns (Figure 5h) is
another example of Dove's expand
ing forms. The bellowing shapes
swell out from a quiet background
The sounds roll over the waves
and there is an answering call
coming from the horizon. This
creates visual sound.
In Huntington Harbor
(Figure 55) a visual-tactile
quality is created. The eye
can feel the shape of things:
the flat sail, the shore, the
water
In Rising Moon (Figure 56)
the glowing color is reflected
by all the shapes that make up
the composition. The shapes
above once again feel swollen,
moving and flowing, while some
of the shapes below begin to
cut and tear.
Fields of Grain as Seen
i-hiiii. ...in i_! ii - _-i mi ' i mm* ml-
from a Train (Figure 57) with its
textured shapes, transmits a
feeling of vision in movement.
Figure 5h* Arthur Dove:
Fog Horns
Figure 55* Arthur Dove:
Huntington Harbor
Figure 56. Arthur Dove:
Rising Moon
Figure 57* Arthur Dove;
Field of Grain as Seen
from a Train
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Dove's purpose was to create an abstract imagery that
would convey at least something of his existence. Dove found
that magic could come from contour, shape, color, and texture
and retain the joy of direct experience*
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Stuart Davis
Stuart Davis breaks all his subject matter down to its
common element of color- shape. He considers color and shape
to be one element as far as painting is concerned. Color to
Davis, represents different positions in space. His color-
shapes take the form of personal symbols which form the
objective content of each painting. (6) Wi^h Davis subject
matter has been an impetus for an esthetic end.
The core of Davis' painting has been the structure of
landscape. The shapes he uses are crisp and his colors are
brilliant. This combination gets rid of any atmospheric effect
which is common to most naturalistic landscape. He is inter
ested in the relations of form and color.
In Bass Rocks (Figure 58)
Davis represents color and space _______t_^- *
-
harmonies which he observed in
a landscape. It is not a pic
ture of visual imagery, it is a
selection of certain relations
of space, shape, and color, which
Davis observed in the scene.
Figure 58. Stuart Davis:
Bass Rocks
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Figure 59. Stuart Davis:
Ursine Park
In Ursine Park (Figure 59)
he floods the space with a web
of forms. He creates a complete
all-overJpattern of color-shapes.
Summer Landscape No. 2
(Figure 60) is a translation from
Davis' earlier Summer Landscape
(Figure 61). The earlier painting
is made up of symbols for things
he saw. The second painting doesn't
hinge that much on the visual.
It carries the process a step
further by referring to the con
structive means of the scene.
Figure 60. Stuart Davis:
Summer Landscape No. 2
Figure 61. Stuart Davis:
Summer Landscape
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Tournos (Figure 62) was
derived from Shapes of Land
scape Space (Figure 63), Davis
used many of his earlier paint
ings as stimuli for new paint
ings. In Tournos and Summer
Landscape No. 2, he has as-
vanced the paintings toward a
more purified constructional
end evolving from his color and
shape ideas.
Figure 62. Stuart Davis:
Tournos
Figure 63- Stuart Davis:
Shapes of Landscape Space
There are innumerable styles and manners of expression
within the realm of painting. It is within the ability of
each painter to develop a manner which is natural and in har
mony with his personality, thoughts, desires, and intelligence,
Artists of this century have created new realities
which deepen the capabilities of expression. Experimentation
with material and organization along with directness are
characteristics of much of the present day art. Artists are
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constantly striving to give concrete shape to an infinite
reality., To quote Albert P. Ryder, "Initation is not inspir
ation, and inspiration only can give birth to a work of art.
The least of a man's original emanation is better than the
best of a borrowed thought." (5:2*+)
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CHAPTER III
CREATIVE PAINTINGS
Painting is a creative visual art. It concerns itself
with the manipulation of line, shape, color, space, and tex
ture in paint. Through a personal arrangement of these ele
ments a new construction is brought into being.
A creative painting relies on the individual. It is
involved with the experience of living, seeing, thinking, and
feeling. Each painter reacts to these experiences in his own
way; therefore, the painting is limited only by the vision
and flexibility of the doer. What one sees- depends on what
one is capable of injecting into the objects he looks at.
The artist may consciously or unconsciously decide what he is
going to look for in a certain subject. Flexibility makes it
possible for the initial idea to change or become modified
depending on new reactions or responses which may occurr from
the discovery of new relationships brought about by actual in
volvement during the working process or from intuition.
The creative compositions discussed in this chapter
were done by the artist using the element of shape in landscape
as the stimulus for these personal expressions. The involve
ment during the working process has brought about many changes
in the initial visualizations as seen in the sketches.
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Figure 66.
Landscape Series No. 1
Progressive Photograph-1
Figure 67.
Landscape Series Mo.
Progressive Photograph-2
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Landscape Series No. 1
Figure 6^.
Landscape Series No. 1:
Sketch Black and White
Figure 65.
Landscape Series No. 1
Sketch Color
Figure 64- is a sketch of
an area on the outskirts of the
city done as an initial step in
the beginning of the first paint
ing in this series of landscape
paintings. 'I responded to the
fact that one shape seemed to
be moving into another shape
almost interlocking in effect.
This is exemplified in the color
sketch (Figure 65) .
Figure 66 shows the paint
ing in its first stage. Basi
cally it felt restrained and
forced. The upper left hand
section began to achieve the
feeling of shape and movement
which was lacking in the entire
composition. Figure 67 is the
next stage of the painting. In
attempting to achieve more in
terest in the lower left hand
side, a section developed which
was very demanding since every
thing seemed to meet at this spot.
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This led to the third stage of
the painting (Figure 68) in which
I referred back to the real image
ry for a solution to the problem
proposed by this section. Act
ually this area was a grassy
section of lights and darks so
it developed as shown in Figure
68, At this point the clear-cut
shapes in the background tended
to flatten out and the painting
became shallow in spacial effect.
Therefore, the area in the lower
left had to have a little more
definition. A happy medium had
to be reached in the handling of
the paint and composition and
still keep the initial response
of shape moving into shape. The
solution to this is shown in
Figure 69
Figure 68.
Landscape Series No. 1:
Progressive Photograph-3
Figure 69.
Landscape Series No. 1:1
Final Photograph
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Landscape Series No. 2
Figure 70.
Landscape Series No. 2:
Sketch*Color
Figure 71.
Landscape Series No. 2:
Sketch Black and White
Figure 72.
Landscape Series No. 2:
Progressive Photograph-1
Tbe ease with which a
scene lends itself to geometric
shape and pattern is demonstrated
by Figures 70 'and 71. Figuri
70 is a color sketch done from
the realistic drawing Figure 71.
The architectural and the nat
ural forms each can be broken
down to its simplified geomet
ric shape.
The scene in Figure 70
brought about a very formal and
rigid reaction; therefore, it
was difficult in the painting
to deviate from the use of hard
edges over most of the canvas.
The first stage of this
painting (Figure 72) shows a
great deal of rigidity and re*
straint. It is quite evident
in areas that I tried to over
come this but only succeeded in
introducing areas that were
foreign to the total canvas.
The over-all high intensity
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and warmness of the color
did not give enough variety
to the composition.
In an attempt to
loosen the approach but
still work within the realm
of geometric shapes, a se
quence of procedure evolved:
a large brush and white
paint served as an adequate
means to eliminate some of
the intense color and to
loosen ,the close hold to
the outline shapes (Figure
73); a brayer became the
main means of applying
paint to the canvas and
creating shape over .shape
and color over color; and
again a brush and paint
added a pleasant relief
for the brayer ' s stroke
(Figure 7h) .
The finished paint
ing (Figure 75) is very
satisfying because it has
Figure 73.
Landscape Series No. 2:
Progressive Photograph-2
Figure 7h.
Landscape Series No. 2:
Progressive Photograph-3
Figure 75*
Landscape Series No. 2:
Final Photograph
a pleasing relationship of color
and shape.. The color is rich.
Some of the color and shape re
lationships developed from work
ing over the canvas many times
with the brush and roller. The
brayer shape and brush shape
against one another provide a
variety of handling and areas
which are visually pleasing.
In the photograph of the
finished painting it is possible
to see a clarification of the
top center section of the can
vas and the elimination of some
of the static qualities which may
occurr with the use of a brayer.
This painting in its finished
stage now has a freer, simpler,
and more demonstrative interest
In overlapping shapes which
create space and movement.
hi
Landscape Series No. 3
Figure 76.
Landscape Series No. 3.:
SketchBlack and wEite
Figure 77*
Landscape Series ]___. 3:
Final Photograph
This painting was done
completely with a brayer. Its
inspiration was obtained from
an observation of the tide on
the Gulf of St. Lawrence. The
sketch(Fig-!re 76) is a graphic
expression of my observations.
The canvas is brokin in
to large horizontal shapes with
some minor activity in the fore
ground. Each shape leans on the
one below it. There is a push
down and forward by the water
moving into the foreground and
breaking at the white area. The
smaller shapes in the foreground
add to the quiet activity and
break the large horizontal shape
at the bottom. This is a simple,
easy statement of form and activ
ity (Figure 77)*
h2
Figure 81.
Landscape Series No. }+:
Progressive Photograph-1
Figure 82.
Landscape Series No. ^:
Progressive Photograph-2
Figure 83.
Landscape SeriesNo. h:
Progressive Photograph-3
J+3
Landscape Series No. h
Figure 78.
Landscape Series No. *f:
Final Photograph
^>S
"Tf^\
li
\
Figure 79.
Landscape Series No. hi
Sketch1
"
Figure 80.
Landscape SeriesNo. 4:
Sketch 2
In its finished state
this painting makes a very strong
statement (Figure 78). Its dark
tones are very dramatic and over
powering. It shows the con
trast of tfte quietness of the
background to the activity of
the foreground. The painting
is strong in color, tone, and
shape. It has a definite unity
through the color.
Figure 79 is the initial
sketch for this composition.
Its land divisions gave way to
the creation of a second sketch
(Figure 80). Figures 8l, 82,
and 83 are three main stages in
the development of this paint
ing. In each stage there seemed
to be an allover sameness to the
canvas in color, in the direc
tion of the paint, and in the
tone. The foreground lacked a
variety and vitality in tone.
The three earth forms, relatively
Hif
Figure 87.
landscape Series No. 5:
Progressive Photograph-2
the same size, were each very
demanding. In trying to remedy
this, shadow patterns were work
ed into the shapes and some hard
edges were softened, especially
on the center shape. The effect
of the verticals in the green
areas in the lower left and up
per right produced by the brayer
gave and interesting effect over
the brushwork underneath.
At this point a decision
was made to go into it and really,
get more paint on the canvas.
The color began to change dras
tically and create a very dra
matic atmosphere. The darks
became very strong and began to
form a definite shape pattern.
The response was to the direction
of the paint and the strong
quality of the lights and darks..
This painting says landscape not through the use of local color
but through a more earthy dramatic use of color. The composi
tion is made up of shape patterns of light and dark and now
has more a feeling of oneness.
Figure 88.
Landscape iSeries No. :
Progressive Photograph-3
i+5
Landscape Series No. 5
Figure 8*u
Landscape Series Nb. 5.;
SketchBlack and White
Figure 85.
Landscape Series No. 5s
SketchColor
Figure 86.
Landscape Series No. _
Progressive Photograph-1
This a very uncomplicated
statement of land and water.
It had its beginnings in a sketch
done at Cavendish Beach on Prince
Edward Island (Figure Qh). The
ground formS of this reddish
brown earth drew my interest.
It was fascinating to see how
the water repeated the colors
of the earth In its own forms
created by its movement. These
are so different from the land
forms. Figure 85 is a color
sketch done for this painting.
Figures 86, 87, and 88
are three successive progression
photographs of this composition.
The seemingly simple, large
ground shape holds much activity.
The creation of some of this ac
tivity is evident in viewing the
progressive photographs. The
excitement in both the land and
water is there because of the
he
color and the application of the
paint. During the progression
of the painting the definition
of earth against water became a
little undefined. This is notice
able in the progressive photograph
(Figure 88). A clearer definition
of this is evident in the photo
of the finished painting (Figure
89).
Figure 89.
Landscape Series No. %;
Final Photograph
h7
Landscape Series No, 6
Figure 90.
Landscape Series No. 6:
SketchBlack and White
Figure 91.
Landscape Series No. 6:
Sketch 1Color
The original sketch for
this painting was done of a small
fishing village on the Gaspe
Pennisula (Figure 90). All
along the coast of the Gaspe
area one cah find quaint small
villages along the water's edge.
The houses are quite small and
dingy, but radiate a sense of
dependency on the water. Al
though there is an unusual quiet
ness about such a village, there
is still a sense of activity and
life.
The two color sketches
(Figures 91 and 92) were com
posed from the original sketch
and from reflecting on the real
imagery. These were beginning
ideas for color In the painting.
Figure 92.
Landscape SeriesNo. 6:
Sketch 2Color
4-.
Tne color ranged considerably
in tone ^.nd intensity from the
sket .nes to the initial painting
(1-lgure 93). It has a pleasing
range in tone, shape, and hue.
The color and tone create an at
mosphere about the whole compos
ition. One can almost feel the
air. The shapes fit nicely into,
over, around, and next to one
another. There is a balance be
tween big and small and light
and dark. The houses and roofs
especially, lend zirection to
the paint because of their struc
ture. It is the paint which helps
to create the activity in this
painting. The paint feels right
and it belongs. Figure 9^ is a
photograph of the finished oil
painting. This painting has an
all-over feeling of landscape an
all-over oneness in shape and
color.
Figure 9^.
Landscape SeriesNo. 6:
Final Photograph
Figure 93.
Landscape SeriesNo. 6:
Progressive Photograph-1
">vmm*ii>Yry'u*v3
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CHAPTER IV
CONCLUSIONS
An artist after reading and research on other artists,
in his own painting may consciously or unconsciously react to
;
elements investigated by the artist or artists under investi
gation. In Landscape Series No. 3 and No. 6 Cezanne's influence
is felt in the form, solidity, and structure of the painting.
A slight influence of Stuart Davis is noticeable in Landscape
Series No. 2. In each of these paintings it was an unconscious
response to the research and was realized later. Actually the
research developed a sensitivity and a more prominent aware
ness of the ideas investigated. This sensitivity and aware
ness was felt In my independent thinking and reacting.
Flexibility is most important in painting. It provides
the possibility for the initial visualization to change in
conjunction with any reactions or responses which may occurr
during the working process. Art like nature is never static.
This flexibility together with sensitiveness makes it possible
to extend and expand the world of imagery. The more flexible
we are, the more we are capable of seeing
and feeling. There
should be no hesitation to rework a painting as long as there's
a stimulus or a personal reaction Involved.
The painter constantly works with the manipulation of
4m*i?
the art elements. He may react more so to one than to any of
the others but he is always working with all of them. In
Landscape SeriesNo. g Subject matter
is'
a means to an
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aesthetic end. Form rather than content is supreme. The means
of handling paint, the relationships between shape and mass,
and the texture, demand the viewers full attention. Form and
content are necessary in painting, although the balance be
tween the two may change.
The landscape painter portrays a certain quality he
sees, feels, or thinks about a particular scene. He expresses
in paint his reactions. Whether he is reacting to landscape
or other visual imagery, he should be conscious of the fact
that paint itself is a plastic element of expression and can
be molded into any shape he wishes.
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